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At the 60th Annual Academy Awards, the Oscar for 
Best Score went to Ryuichi Sakamoto, David Byrne 
and Cong Su for THE LAST EMPEROR. The other nominees 
included: George Fenton and John Gwangwa (CRY 
FREEDOM), Ennio Morricone (THE UNTOUCHABLES), and 
John Williams (EMPIRE OF THE SUN and THE WITCHES 
OF EASTWICK). Ennio Morricone did win a Grammy Award 
for Best Soundtrack Album (THE UNTOUCHABLES) and 
James Horner garnered 2 Grammy Awards for Best Song 
of the Year and Best Song from a Motion Picture 
("Somewhere out There" from AN AMERICAN TAIL). 

Carl Davis has recorded his suites from NAPOLEON, 
PRINCE REGENT and PICKWICK PAPERS for Classics for 
Pleasure/EMI Eminence. He will score INTOLERANCE, 
the 1916 silent film, for Thames (Television) Silents. 
Forthcoming LPs and CDs: WILLOW (James Horner on 
Virgin), RAMBO III (Goldsmith), TIME OF DESTINY (Ennio 
Morricone on Virgin). Reissues: BODY HEAT (John 
Barry on Southern Cross), SPARTACUS, THE TEN 
COMMANDMENTS and THE ROBE (all on CD). Varése has 
numerous releases planned for the next few months, 
such as: D.O.A. (Chaz Jenkel), 8 MEN OUT (Mason 
Daring), STAND AND DELIVER (Craig Safan), LOVE AT 
STAKE (Charles Fox), WISDOM (Danny Elfman). They 
will also release CDs to A LITTLE ROMANCE, DAWN OF 
THE DEAD, DRESSED TO KILL, HALLOWEEN II, MAD MAX, 
and LIQUID SKY. 

Varése is planning a June CD as the first of a series 
of the best of Varése fantasy and science fiction 
films. The 68 minute CD will feature six scores 
not otherwise available on CD (including THE HOWLING, 
TOURIST TRAP, PATRICK, DAY AFTER HALLOWEEN, and BRIDE 
OF FRANKENSTEIN). 

John Williams will not be scoring SCROOGE as 
previously announced. John Scott did not score THE 
SEA BIRDS, but THE BELIEVERS (for Nicholas Meyer). 
Masters Film Music is taking orders for their limited 
edition productions of Jerry Goldsmith's THE BOYS 
FROM BRAZIL and Roy Budd's THE WILD GEESE on CD. 
The price of each disc is $25.89 (Canadian) or $18.98 
(U.S.), including shipping. These titles are 
available exclusively from Masters Film Music, 1 
Nordic Court, Whitby, Ontario, Canada LIN 5N2. 

Scoring assignments: TRUST ME and THE GOOD MOTHER 
(Elmer Bernstein), THE ACCIDENTAL TOURIST (Bruce 
Broughton), SUPERCARRIER (television series, Bill 
Conti), GOING BANANAS (Pino Donaggio), WARLOCK (Jerry 
Goldsmith), 14 GOING ON 30 and JUST IN TIME (Lee 
Holdridge), YOUNG GUNS (James Horner), SMOKE, JUSTIN 
CASE (television series) and SHERLOCK AND ME (Henry 
Mancini), WITCHING HOUR (Basil Poledouris), HEART 
OF THE STAG (Leonard Rosenman), DE GUERRE LASSE 
(Philippe Sarde), WINTER PEOPLE (John Scott). 
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Varese Sarabande 
CD Club 


Film music has a home. 


NOT IN ANY STORES - LIMITED EDITION CD's 


Varèse Sarabande is proposing to launch a mail order- 
only CD club devoted to issuing limited editioncompact 
discs of great film scores. 


These CD's would be available to club members only. 


If you would be interested in receiving information con- 
cerning the VARESE SARABANDE CD CLUB please write to 
us at: 


Varése Sarabande Records 13006 Saticoy Street, 
North Hollywood, CA 91605 


Name 
Address 
Country. 
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It would be difficult to think up a better subject 
for a soundtrack album than the crusades. THIBAUD 
CHEVALTER DES CROISADES (THIBAUD THE CRUSADER) 
was a French television series in 26 episodes, 
produced in 1967/68. The show proved popular enough 
to sell to foreign TV channels in countries like 
West-Germany and Belgium and consequently a number 
of collectors may already be familiar with the 


music.The episodes were short, 25 minutes each, 
but provided plenty of scope and opportunity for 
background music. Georges Delerue wrote 


almost 2 hours of music for the shows. 


Most instalments contained between 7 and 8 minutes 
of original music, including the Main Title (which 
lasted 30 seconds) and the End Title (which lasted 
1' 16"), but some were so dependent upon the score 
they contained up to fifteen and a half minutes 


of music. 


In all, the music tapes contained 72 cues, in 
mono. Gerd Haven combined 36 cues into 21 themes 


‘with a total playing time of just over 48 minutes. 


It has sometimes been said that Georges Delerue 
has a particular 'sound' to his music, which limits 
his range. However, in films like SALVADOR (where 
he sounds like Goldsmith at times) or in SILKWOOD 
(where he sounds more like Grusin) he has proven 
that he can be just as versatile as anyone else, 
provided the director or the producer give -him 
a chance. The music for THIBAUD THE CRUSADER should 
appeal to anyone who loved this composer's work 
on THE RETURN OF THE BLACK STALLION, THE HORSEMEN 
or, in particular, A MAN FOR ALL SEASONS: with 
a rousing fanfare, Turkish armies on the move, 
an Arab marketplace, a wedding ceremony, a victory 
march, army columns, a fertility dance, a besieged 
fortress and a love theme, there was no lack of 
musical material to choose from. Mount your horses, 
unfurl the battle pennons, here we go! i 


The album's cover has not been reproduced 
here, because the cover art was not ready when 
we went to press in mid-May. THIBAUD THE CRUSADER 
should be in all the better record stores by late 
June. Readers who cannot find the album locally 
can purchase it from us in Belgium. LVDV 
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PHOTOS: MATHIAS BÜDINGER 


Mathias Büdinger 


I have always been a great admirer of Henry 
Mancini's music. His romanticism and his keen 
sense of musical humor are qualities rarely to 
be found in the world of film music. He is neither 
a strictly symphonic writer nor a lightweight 
tunesmith. Goldsmith fans and those who love full- 
blooded orchestral music are not likely to be that 
much affected by Mancini's music, but he is one 
of the great melodic writers in koday's cinema, 


I was lucky enough to meet "Hank" in London, 
where he stayed one week last November to conduct 
a concert at the Barbican Hall, with the newly 
formed "Royal Philharmonic Pops". He also recorded 
their first album at the CTS-studio in Wembley. 
They recorded much of the music presented in the 
concert. As Mancini pointed out, this marks the 
beginning of an association between himself and 
the orchestra, which will result in more concerts 
and albums. 


The programme of the concert on the 25th of 
November, 1987, consisted of some old Mancini 
standards -- he is almost obliged to do them; 
CHARADE, MOON RIVER, PETER GUNN, THE PINK PANTHER 
(with tenor sax soloist Tony Coe, who recently 
scored his first feature film in France, MAR'DU 
CHINE), but, oddly enough, not "Baby Elephant 
Walk". There were also highly interesting new pieces 
written by Mr. Mancini, for instance the "Overture 
to a Pops Concert" (commissioned by the Boston 
Pops to commemorate its 100th aniversary) , a 
dignified opener and "crowd-pleaser", and "Ohio 
Riverboat", wherein Mancini musically recalls his 


LM — rT 


childhood memories on a riverboat down the Ohio 


River. Apropos autobiography: the orchestra also 
performed the third movement of Mancini's 
autobiographical suite "Beaver Valley '37". It 


begins in a melancholy mood with deep clarinet 
solos and develops into a tarantella that carries 
you away. Mancini also conducted two themes from 
his recent film score THE GLASS MENAGERIE — very 
refined and intimate compositions displaying his 
best capabilities. 


I was present during the two days of recording 
sessions at the CTS studio. I got to know Henry 
Mancini as a very disciplined and concentrated 
man who doesn't allow for much joking, except the 
one occasion where one musician accidentally stood 
on his music sheets, which must have fallen to 
the ground. Mancini put in, "This man: is standing 
on my music, my life and blood." Mancini remained 
calm and soft spoken, even when they recorded the 
15th take of "Ohio Riverboat". They recorded a 
suite from THE THORN BIRDS and THE GREAT MOUSE 
DETECTIVE, music which makes one eager for more, 


Matthias Budinger: Henry, you now seem to 
score less movies than in the sixties or in the 
seventies. 


Henry Mancini: No, I've always done at least 
three a year, and that's what I am doing now. 
It just seems like it's less. I did three in 1987 
(A FINE MESS, THE GREAT MOUSE DETECTIVE, THAT'S 
LIFE) and I have one coming out in 1988, SUNSET, 
a Blake Edwards picture. 
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MB: But you seem to do a lot of concerts... 

HM: I do about 50 concerts a year, all over 
the world. I come here to the United Kingdom, I've 
been in Japan, Israel, Australia, New Zealand..all 
over. 


MB: You just mentioned Blake Edwards, I think 
it's a kind of marriage between Blake and yourself. 

HM: I think this is our 25th picture together. 
MB: One of your last films was THE GLASS 


MENAGERIE directed by Paul Newman. There is also 
a sort of marriage between you two. 


HM: Yes, I've done the things that he was 
involved in as producer or director. SOMETIMES 
A GREAT NOTION in 1971 was the first one. Then 
HARRY AND SON came along in 1983, and now THE GLASS 
MENAGERIE. 


MB: 
you? 


He loved your music and so he came to 


HM: Yes, he liked it very much. He has been 
very nice but he is not easy to work for. When 
I say he's not easy, I mean that he is very 
demanding. (He is like that with the actors, too). 
But I enjoy that. The more they ask and tell me, 
the more I'm sure that's what they want. So I 
welcome people who know how to express what they 
need. 


MB: Blake Edwards never tells you anything. 
You have a free hand... 


HM: Yes, but sometimes, if I try to go off 
a bit or if maybe the music isn't needed there, 
he'll say so. He doesn't by any means say, "Okay, 
you do what you want," but I have a great freedom 


with him. Sometimes we made adjustments here and 
there. 
MB: Two of his last films, BLIND DATE and 


A FINE MESS, 
speaking. 
'reason? 


movies,  musically 
What was the 


were strange 
He used many pop songs. 


SOUNDTRACK! 


HM: I don't know. I guess the studios wanted 
to get contemporary sounds for the kids. I didn't 
think that A FINE MESS worked at all in that way. 
I didn't like it and I didn't like what happened 
to the music: 1 did a whole score to that picture. 
In some places they used records because they wanted 
to get the beat in there. To me it didn't make 
any sense, it was stupid. 

MB: What did you do with your score? Did 
you throw it away? 


HM: No, we did use some of it, but the rest 


that wasn't used is no great loss. 


MB: Strangely enough, some of your best music 
was composed for movies that were not that 
successful at the box-office, for instance THE 
MOLLY MAGUIRES and THE WHITE DAWN... 


HM: That happens to a lot of people. MOLLY 
MAGUIRES I liked very much.It just happened to 
come along at the wrong time. The studio was not 
really behind it. That was the problem. DARLING 
LILI was like that too. Paramount was just not 
interested in those pictures. The management was 
very unsteady. 


MB: With DARLING LILI you certainly enjoyed 
writing a kind of musical? 


That was with Johnny 
There are some nice ‘songs 


HM: Oh yes, sure. 
Mercer. That was great, 
in the film. 

MB: But you have never written for Broadway? 

HM: No. We were going to do VICTOR-VICTORIA 
but unfortunately Blake Edwards got sick. We almost 
had the whole score finished, Leslie Bricusse and 
Julie Andrews would not do it unless Blake 


me. 
directed. We still have the score... 

MB: You have done so many albums with various 
artists. I've always wondered why there was never 


any album with Julie Andrews (apart from the films 
you did together). 


HM: I have only done albums with three people, 
James Galway, Luciano Pavarotti and Johnny Mathis. 
I really haven't done anything with anyone else. 
I don't like to do it unless it's very special, 
if -it means something. But if it's just to do 
an album with a singer — I don't need that. 


MB: An unusual film in your filmography was 
LIFEFORCE, a science-fiction movie. You wrote 
a score Page Cook celebrated as "one of the best 
of the decade", but again it's a picture nobody 
will remember. 


HM: Well, fortunately the album is around. 
That's the way the score was meant to be, because 
there was a big section near the beginning of the 
film, about 20 minutes long, where they were going 
into space and they find this great alien craft, 
and they go and find the vampires. That's why 
I did the picture. The score was almost like a 
ballet. They finished shooting the movie showed 
it to the people in the United States. They said, 
"It's too long!", so "Chuck! Chuck! Chuck!" (makes 
a cutting motion). I haven't seen the film. I 
don't want to see it. It's not the same picture 
that I scored. 
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MB: The last time you had been associated 
with science-fiction films was in the 50s when 
you were still at Universal. 


HM: Yes. IT CAME FROM OUTER SPACE, CREATURE 
FROM THE BLACK LAGOON, you know these. 


MB: One of the directors you have worked 
with is Howard Hawks. 


HM: He was a great gentleman, very soft 
spoken. I got along just fine with him. He was 
very receptive to anything that I wanted to do. 
He was going to cut out the scene in HATARI! where 
the elephants go down to the river. He said 
to me, "Hank, this scene doesn't make any sense. 
It doesn't need to be in the picture." I said, 
"Let me see what I can do for you," and that's 
when I wrote "Baby Elephant Walk", 


MB: That's what I like in your music, this 
humorous, ironic touch. I remember the scenes 
in MAN'S FAVORITE SPORT, your second picture with 
Hawks: Whenver Rock Hudson tries to catch a fish 
— and he does so with very unorthodox methods 
— you are playing a bluesy, ironic theme not unlike 
the "Baby Elephant Walk", but slower. In MR. HOBBS 
TAKES A VACATION, James Stewart has to carry the 
heavy luggage of his 'dear' family up the long 
stairs. Nobody helps him, and he is very tired. 
Your music perfectly displays the sad irony of 
that scene. The scene itself is humorous, but 
with your music it becomes even funnier. It's 


not just "'mickeymousing', it's a kind of cool 
understatement. 

HM: That's it. It's the opposite of 
"mickeymousing". That's whathappened with THE 
PINK PANTHER as well. 

MB: The cat and mouse theme in 


VICTOR-VICTORIA. . . 


HM: The music doesn't pay any attention to 
what's going on on the screen. It does not mimic, 
it just sits back. 
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MB: 
are done around your music, 
well. Stanley Donen was another 
worked with... 


Often I get the impression that the scenes 
because they fit so 
director you 


HM: I -did three pictures with Stanley: 
CHARADE, ARABESQUE, TWO FOR THE ROAD. He was very 
musical. He was a choreographer and so he had 
a very good feeling for music, We got along very 
well. 


MB: Let's come back to Blake Edwards. You 
did not score some of his films in the 70s, like 
THE WILD ROVERS or THE TAMARIND SEED. What was 
the reason? 


HM: It just happened that .I didn't do them, 
that's all. If you don't get a call, you don't 
do it. 

MB: Do you think that your Italian background 


is responsible for your knack for lyrical themes, 
for melody, for "belcanto" so to speak? 


because I was brought 
My music has 


HM: Yes, absolutely, 
up with all of that kind of music. 
two sides: it has melody and humor. 


MB: You have a special way of ending your 
pieces, on albums as well as in films. You try 
to avoid clichécadenzas for instance, and you try 
to do something unexpected at the end. 


HM: Sometimes it happens, sometimes it turns 
out well. But that's what we try in film music. 
We try to do the unexpected, something that's not 


cliché. Sometimes you can do it, sometimes you 
can't. 
MB: One film score you wrote was thrown out: 


Hitchcock's FRENZY, later scored by Ron Goodwin, 
Don't you want to record it sometime? 


HM: There is no reason. I don't think I 


could do it because of the publishing rights, which 
I just have the tapes and the score. 


I don't own. 
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MB: But you are one of the few composers 
who owns the rights to their compositions. 


HM: Some, not all. Along the way I was able 
to get the complete rights or half-rights to many 
of the scores. But now, in the last 10 years or 
so, if you say, "I won't do it, unless you give 
me the publishing rights," they'll say, "See you 
later". That's it. They'll get someone else. 
They don't give up anything they don't have to 


any more. The studios all have their own publishing 
companies. 
MB: You once said, I don't pretend to want 


to write the "Great American Symphony'. Could 


you explain that a bit? 


HM: I'm not a symphonic writer. I haven't 
grown up wanting to do that or preparing myself 
to do it. It's not something that I am equipped 
to do. 


MB: Living in Munich, I remember quite well 
one piece you wrote for THE PINK PANTHER STRIKES 


AGAIN (1976): it's called "Bierfest Polka". That's 
very hilarious to listen to. 
. HM: That was in the "Oktoberfest", wasn't 
it? 
MB: Yes. Were you inspired by the original 


music "on location"? 


HM: Yes, of course. I've been to Munich 
and to the Oktoberfest. I recorded the VISIONS 
OF EIGHT music there in 1972, in the Bavaria Studio. 


MB: Wasn't it a difficult job to deal with 
8 directors on that documentary about the Olympic 
Games in Munich? 


HM: I didn't deal with 8 directors. I dealt 
actually with the producer, Stan Margulies. But 
I did deal with John Schlesinger. He was the 
only one there went I went over to Paris to see 
the film. 


MB: One soundtrack album every fan would 
welcome is WAIT UNTIL DARK. Why wasn't there any 
,|album? Wasn't there enough music in the movie? 


HM: No, at that time I was under contract 
with RCA. We had some very big soundtrack albums 
that I would re-record. I never used to put out 
the original tracks because I didn't think they 
were good enough, in those days, the 60s. No one 
was buying; in the 60s nobody cared about film 
music and soundtracks like they do now. So I just 


did the "Theme for Three" from the picture. But 
it would have been a good album. There was enough 
music... 

MB: ...and very dramatic. Also in CHARADE: 


there was some wonderful dramatic music in there. 
But on the record album you favored the danceable, 
whistleable tunes. 


the commercial ones. It's not 
a score album. 1 have the original tapes to all 
these things, like CHARADE, TWO FOR THE ROAD, 
ARABESQUE. We are going to see now if we can do 
just a dramatic music album from these films. 


HM: Well, 


E MB: In the 60s you were very much inspired 
by Latin music, swing and Big Band sound. But 
then in the 70s you suddenly ceased doing such 
albums. 
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HM: I was doing all kinds of different albums. 
I did about 4 Big Band albums, starting back with 
"The Blues and the Beat" in 1959. I did three 
albums a year and I couldn't do all Big Band albums. 
You have to spread them out. 


MB: 
animated 


THE GREAT MOUSE DETECTIVE was your first 
film. Was it a difficult one to do? 


HH: No, it was just like doing a picture. 
But it was harder because every sound has to be 
created for the picture. There is no ambient sound. 
All the dialogue is put in afterwards. The action 
is much faster, things happen quicker. Therefore 
it was. a little bit different writing that. It 
was not hard. You just had to adjust. 


MB: You have just recorded two themes from 
this film for your new album. Why wasn't there 
a complete album? 


HM: I don't know. Disney had an offer, but 
it would have been a very expensive LP. We had 
about 65 men in the orchestra and a lot of recording 
sessions. It was just too expensive for them to 
sell, I think. 


MB: Being nominated for the Academy Awards 
nearly every year — it is something one gets used 
to? 

HM: I think I have about 18 nominations. 


If it happens, it happens. That's all. You can't 
plan it and say, "This I'm going to do to get an 


MB: I think your recent score for THE GLASS 
MENAGERIE is worth an Oscar. 


HM: 
very much a part of it. 


I liked that picture and the music is 
It fits right in. 


MB: Don't you think that it was almost 
redundant to do this old-fashioned drama in the 
80s? It had already been adapted for the screen 
several times before. 


HM: This one is the most original and the 
most faithful to Tennessee Williams. That's why 
Paul Newman did it. It's a very modern story about 
the mother and the children. 


MB: Was it just my imagination, or did I 
see you among the party guests in BLIND DATE? 

HM: No, I was only in one movie, in GUNN 
(1967). 

MB: THE PARTY was another Blake Edwards film 
you did. Here you didn't write any background 


score, nevertheless you tried to comment ironically 
on the action. 

HM: It was all source music. I had to keep 
the tempo changing. We had a slow number, then 
a faster one, then maybe a slow one, then much 
faster and so on. I had to make that device so 
that the party seems like it keeps going. 


MB: You prefer soloistic writing... 
HM: That gives music personality. THE GLASS 
MENAGERIE score is all kinds of solos. When I 


was doing PETER GUNN, that's what made that show 
these people were really great jazz players 
-- let them go, let them do something. e 
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AMERICA 


The Dead (1987) / Journey into Fear (1975) North 
5 Corners Howard 
Frantic Morricone 
Julia and Julia Jarre 


pr 


CD 


CD 
CD 
CD 
CD 


CD 
CD 
CD 
CD 
CD 
CD 
2CDs 
CD 
CD 
CD 
CD 
CD 
CD 
CD 


L.A. Law, Hooperman, Wiseguy, Phil Donahue Show Post 

Merchant-Ivory Productions, 25th Annniversary 1962-1987: Savages, 
Jane Austen in Manhattan, Quartet (3), Bombay Talkie, A Room with 
a View (3), Maurice (2), The Europeans (3), The Bostonians (2), 
The Householder (3), Shakespeare Wallah (5), The Courtesans of 


Compiled by David PJames 


Varése STV 81327 
Varése STV 81354 
Elektra 60782 1 

Varése STV 81327 
Polydor 833 985 1 


Bombay (2), Mahatma and the Mad Boy, The Guru (2), Heat and Dust(5) RCA 6658 1 RC 


(2 LPs) Robbins + Indian music 

The Moderns Isham Virgin 90922 1 
Moonstruck Hyman Capitol CL 90231 
Noble House Chihara Varése STV 81360 
Pee Wee's Big Adventure/Back to School Elfman Varése 704 370 
Powaqqatsi Glass Nonesuch 79192 1 
Prison Band + Stone Varése STV 81361 
Rent-a-Cop Goldsmith Intrada MAF 7002 
Rampage Morricone Virgin 90644 1 
Serpent and the Rainbow Fiedel Varése STV 81362 
Shy People Tangerine Dream Varése STV 81357 
Sister Sister Einhorn Varése STV 81355 
Tokyo File 212 Glasser Screen Archives 10002 


Wall Street (Copeland)/Salvador (Delerue) 

Morricone Film Music Vol. 2: Ogro, La Venexiana, Free Your Love, 
God with Us, Fear over the City, etc Morricone 

The Adventures of Robin Hood (symphonic suite from 1938 score 
conducted by Korngold, narrated by B. Rathbone, + Errol Flynn 
interviews/narration) 


Blade Runner Vangelis 
Captain from Castile (from 1947 master tapes) Newman 
The Dead (1987) / Journey into Fear (1975) North 
Escape from TV: Music from Miami Vice (TV) Hammer 
(with 1 additional 6-minute track) 
Falcon and the Snowman Metheny, Mays 
Frantic Morricone 
The Good, the Bad and the Ugly Morricone 
Hello Again Goldstein 
L.A. Law, Hooperman, Wise Guy,Phil Donahue Show Post 
Man on fire Scott 
Merchant-Ivory 25th Anniversary, 1962-1987 (see LP section) 
The Moderns Isham 
Night Crossing Goldsmith 
No Man's Land Poledouris 
Powaqqatsi (74 minutes) Glass 
Rampage Morricone 
Rent-a-Cop Goldsmith 


Richtofen and Brown (1971)/Private Parts (1971) Friedhofer 


Varése 704 400 


Virgin 90901 1 


Facet FCD 8104 

Full Moon/War. 23748 2 
Facet FCD 8103 

Varése VCD 47341 

MCA MCAD 42103 


EMI Manhattan ECM 74844 2 
Elektra 60782 2 

EMI Manhattan 748408 2 
Cinedisc CDC 1003 
Polydor 833 985 2 
Varése VCD 47314 

RCA 6658 2 RC 

Virgin 90922 2 

Intrada RVF 6004D 
Varése VCD 47352 
Nonesuch 79192 2 
Virgin 90644 2 

Intrada MAF 7002D 
Facet FCD 8105 
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Thomson 
Faltermeyer 
Tangerine Dream 
"Wang Chung" 


Safan 


Rozsa 


SOUNDTRACK! 
CD The River/Plow that Broke the Plain 
(orchestral version conducted by Stokowski) 
CD Running Man 
CD Shy People 
CD To Live and Die in L.A. 
CD Wall Street (Copeland) /Salvador (Delerue) 
CD Warning Sign 
CD Morricone Film Music Vol. 2 (same as LP, + 3 extra themes) 
nst String Quartets 1 and 2 / Rhapsody for Cello and Piano 
nst Songs and Arias of E.W. Korngold 


SOUNDTRACK! 


Vanguard Everyman VDB 385 
Varése VCD 47356 

Varése VCD 47357 

Geffen 24081 2 

Varése VCD 70440 

Southern Cross SCCD 1012 
Virgin 90901 2 


Laurel LR 842CD 
Entr'acte ESCD 6502 


Vendredi ou la Vie Sauvage (Robinson Crusoe 


and Man Friday) Jarre Prometheus PST 501 
Thibaud, Chevalier des Croisades Delerue Prometheus PST 502 
Belly of an Architect Mertens Crépuscule TWI 813 
4, . + 
JAPAN Compiled by Shoichi Uehara 
Ennio Morricone: Film Music 1962-1987 (2 LPs) Morricone Virgin VJL 20001/2 
2CDs Ennio Morricone: Film Music 1962-1987 Morricone Virgin VJD 25005/6 
Cry for Freedom Fenton, Gwangwa Warner P 13621 
CD Cry for Freedom Fenton, Gwangwa Warner 32XD 925 
Hellraiser Young Polydor 28MM 0622 
CD Hellraiser Young Polydor P33P 20149 
(different, superior artwork to US/GB pressings) 
Empire of the Sun Williams Warner P 13627 
CD Empire of the Sun Williams Warner 32XD 936 
CD Taxi Driver (reissue) Herrmann Arista A25D 9 
CD Dancers Donaggio CBS Sony 32DC 5028 
CD Les Ailes du Désir Knieper, others Victor VDP 1333 
(different artwork to French pressing) 
Jean de Florette/Manon des Sources (2 LPs) Petit 7 Seas K19P 4161/2 
CD Jean de Florette/Manon des Sources Petit 7 SEas K33Y 4067 
(different artwork to French pressings) 
The New Adventures of Pippi Longstocking Segal Polydor 28MM 0627 
CD The New Adventures of Pippi Longstocking Segal Polydor P32P 20156 
Cyclone Z (Chinese kung-fu film) Rai Victor VIP 28178 
CD Cyclone Z Rai Victor VIP 1336 
Totoro the Neighbor Hisaishi Animage 25AGL 3058 
CD Totoro the Neighbor Hisaishi Animage 32ATC 165 
(animated feature film) 
Memories of You Asakawa Columbia AFI 7473 
CD Memories of You Asakawa Columbia 32CA 2134 
CD Takeda Shingen (single CD, only 1 theme) (TV) Yamamoto NHK H10N 33001 
CD Symphonic Suite: Jungle Taitei (reissue) Tomita Columbia 32 C35 7528 
(1965 animation film) 
4 
WEST-GERMANY Compled by Gerd Haven 
Empire of the Sun Williams WB 925668 1 
Masters of the Universe Conti Colosseum CST 8029 
CD Masters of the Universe Conti Colosseum CDVCD 34 47300 
Salvador/Wall Street Delerue, Copeland Colosseum CST 8033 
CD Salvador / Wall Street Delerue, Copeland Colosseum CDVCD 34 70440 
Cry Freedom Fenton, Gwangwa MCA 255245 1 
Walker Strummer Virgin 208877 630 
CD Walker Strummer Virgin 258877 222 
Schwarze Augen Lai, etc RCA BL 71677 
Linie 1 Heymann Polydor 835391 1 
CD Linie 1 À Heymann Polydor 835391 2 
Lorentz and Sohne (TV) J. Last Polydor 835597 1 
CD Lorentz and Sohne (TV) J. Last Polydor 835597 2 
Helsinki Napoli Zwart, etc Blow Up Int. 14 534 
CD Helsinki Napoli Zwart, etc Blow Up Int. 845 534 


SOUNDTRACK! 


Renegade Paoluzzi WEA 242324 4 
CD Renegade Paoluzzi WEA 242324 2 
Powaqqatsi Glass WEA 979192 1 
cD Powaqqatsi Glass WEA 979192 2 
pr The Sand Pebbles (fold-out cover) Goldsmith Polydor 834 460 1 
pr Obsession (with original British cover) Herrmann Decca 16 45029 
pr Battlestar Galactica Phillips MCA 252 602 1 
UNITED KINGDOM Compiled by John Wight 
45 The Princess Bride Knopfler Vertigo VER 37 
MX The Princess Bride (3 themes) Knopfler Vertigo VERX 37 
Cry Freedom Fenton, Gwangwa MCA MCG 6029 
CD Cry Freedom Fenton, Gwangwa MCA DMCG 6029 
No Way Out Jarre T.Ent. TER 1149 
CD No Way Out Jarre T. Ent. CDTER 1149 
The Last Emperor (new sleeve) Sakamoto, Byrne Virgin V2485 
PO TE 
MX The Last Emperor Sakamoto, Byrne Virgin VST 1038 
R King Kong Steiner Silva Screen FILM 013 
R Murder on the Orient Express (1 side) / 
Lady Caroline Lamb (1 side) Bennett Silva Screen FILM 019 
Rent-a-Cop Goldsmith Silva Screen FILM 025 
CD Rent-a-Cop Goldsmith Silva Screen FILM CDO25 
Television's Greatest Hits vol. I (2 LPs) various Silva Screen FILM 024D 
CD Television's Greatest Hits vol. I various Silva Screen FILM CDO24 
45 Batman (TV) (2 cuts) Hefti RCA PB 49571 
MX Batman (TV) (4 cuts) Hefti RCA PT 49572 
Walker Strummer Virgin V2497 
Wall Street (Copeland)/ Salvador (Delerue) T.Ent. TER 1154 
CD Wall Street (Copeland) / Salvador (Delerue) T. Ent. CDTER 1154 
Rampage Morricone Virgin V2491 
The Marksman (TV) Thompson, Filleul BBC REB 660 
Empire of the Sun Williams Warner 925 668 1 
MX The Fortunes of War (TV) Holmes BBC 12 RSL 221 
Discoveries Underwater (TV) Davidson BBC REB 677 
CD Discoveries Underwater (TV) Davidson BBC CD 677 
45 Thunderbirds/Joe 90/Parker Well Done (TV) Gray PRT 7P 216 
45 The Bretts (TV) Cullen, Mackay Decca RC110 
45 Watching You (TV) Kamen, Shahazoe BBC RESL 215 
MX Watching You (TV) Kamen, Sashazoe BBC 12 RSL 215 
45 King of the Ghetto (TV) Kelly, Filleul BBC RESL 188 
45 My Family and other Animals (TV) Runswick BBC RESL 220 
—— 5 LULL P sa n n. a — k - h 
GREECE 
RAUM" SG S OSÉS AAA s s ss e c cuml cU 
pr Elektra Theodorakis RCA 70086 
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SOUNDTRACK! 


SOUNDTRACK! 
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ITALY Compied by Massimo Cadinaleth 

Rampage Morricone Virgin V2491 

Giorni Randagi Ruggeri CGD COM 20748 

Cobra Verde Popol Vuh CGD Milan 

Mamma Lucia Dalla, Malavasi RCA PL 71690 

L'Impero del Sole Williams WEA 925 668 

Secondo Ponzio Pilato Branduardi Polygram 835 359 
45 Roba da ricchi La Bionda CGD 10778 

[/ 

SPAIN Compled by Joan Fadrol 

El Complot dels Anells Camp | GBBS E 301495 

Nuts Streisand CBS 651379 6 

Blind Date Mancini, etc Key Records KRI LP 5 

Walker Strummer Virgin T208842 

Rampage Morricone Virgin T 208609 

Spaceballs Morris, etc WEA 255 193 1 

No Way Out Jarre Vinilo VS 1037 

El Juego Mas Divertido Alonso Vinilo VS 1038 

Cry Freedom Fenton, Gwangwa WEA 255245 1 

Empire of the Sun Williams WEA 925668 1 

Robocop Poledouris Vinilo VS 1036 

The Sicilian Mansfield Virgin T 208782 


FRANCE 


Le Testament d'un Poéte Juif Assassiné 

L'Ile (TV) 

Adventures of the Galaxy Rangers 

Secret of the Sahara (TV) 

Secret of the Sahara (TV) 

La Passerelle 

Empire of the Sun 

Empire of the Sun 

Les plus Belles Musiques des Films de Ventura 
Les plus Belles Musiques des Films de Ventura 
Cry Freedom (different cover) 


Yared 
Petit 
Wetzler 
Morricone 
Morricone 
Lavandier 
Williams 
Wiliams 
var. 

var. 
Fenton, Gwangwa 


Sarde/Techine: Les Innocents, Lieu du Crime, Rendez-vous, Hötel 


des Ameriques, Soeurs Bronte, Barocco 
Le Professionnel 
Le Nom de la Rose 
Un Témoin dans la Ville 
Avril Brise 
Harry and the Hendersons 
Le Grand Chemin 
Liaison Fatale (Fatal Attraction) 
Ennemis Intimes 
Ennemis Intimes 


Les plus Belles Musiques d'Ennio Morricone vel.l 
Les plus Belles Musiques d'Ennio Morricone vol.3 


Les Saisons du Plaisir /Agent Trouble 
Chouans! 

Chouans! 

Fréquence Meurtre 

Bernadette 

Frantic 

Le Disque des Séries Américaines (TV), vol. 1 
Le Disque des Séries Américaines (TV), vol. 2 
Blanc de Chine 

Runaway Train 

Césars des Meilleures Musiques de Film 
Césars des Meilleures Musiques de Film 

Les Ailes du Désir 

Mission Impossible/More Mission Impossible 

La Vie Platinée 


Sarde 
Morricone 
Horner 
Wilen 
Beresford 
Broughton 
Granier 
Jarre 
Sarde 
Sarde 
Morricone 
Morricone 
Yared 
Delerue 
Delerue 
Gall 

Lai 
Morricone 
various 
various 
Musumarra 
T. Jones 
various 
various 
Petitgand 
Schifrin 
Breant 


WEA MJM 242261 


Compiled by Jean-Pierre Fecqueriaux 


1 


Sepa Milan S 340 


Vogue 102229 
RCA BL 71559 
RCA BD 71559 
RCA Sepa Milan 
WB 925 668 1 
WB 925 668 2 
RCA Sepa Milan 
RCA Sepa Milan 
MCA 255245 1 


RCA Sepa Milan 
WEA Gen. Music 
Virgin 30046 

Fontana 832658 
Cinemato ZOG 1 
MCA 254 893 1 

RCA Sepa Milan 


A 354 


A 332 
CD 332 


CD 343 
250434 2 
2 


A 355 


GNP Crescendo Vogue 540 161 


RCA Sepa Milan 
RCA Sepa Milan 
WEA Gen. Music 
WEA Gen. Music 
RCA Sepa Milan 
Carrére 96 538 
Carrére 66 538 
Virgin 70598 

EDL 053 


A 350 
CD 350 
240576 2 
240577 2 
CD 361 


Elektra 960782 1 


TV Records TV1 
TV Records TV2 


Mary Ariola 208995 


RCA Sepa Milan 
RCA Sepa Milan 
RCA Sepa Milan 
RCA Sepa Milan 
MCA 258164 7 


CBS SFC 17131 7 


CD CH 267 
A344 
CD CH 344 
S 316 


SOUNDTRACK! 


Cinedisc CDC 1001 (USA) 


The breathless pacing and breathtaking 
imagery of HELLRAISER -- the most 
original and arresting horror film 
of the decade -- are such that it 
would take a very bad score to make 
a dent in the proceedings. Happily, 
the score it does have is one of 
last year's most impressive, another 
triumph for that burgeoning talent, 
Christopher Young. 


title, "Hellraiser", 
introduces the central theme on 
stealthy, foreboding strings; it 
is embellished in the next cut, 
"Resurrection", for the awesome 
sequence in which evil Frank 
translates his physical form from 
another dimension to our own; as 
his flesh and bones grow out of the 
attic floor, Young's music sweeps 
and builds, horns and strings coming 
to a bellowing, triumphant climax 
as the reborn fiend throws his head 
back and howls. (The audience I 
saw it with cheered). š 


The main 


"Hellbound Heart" also is a 
beautifully scored sequence, featuring 
the most romantic suspense music 
since MAGIC; indeed, the whole of 
HELLRAISER is of a romantic and 
impressionistic nature, an unusual 
approach for a horror score, but 
sin this case surely a wise one. 
Writer-director Clive Barker's theme 


here is not the repulsion, but the 
allure of horror: its characters, 
even when they know better, long 


to see what the mysterious box does. 
It happens to be the gateway to the 
plane of the Cenobites, unspeakable 
creatures who thrive on pain ("Don't 
cry now," one chortles, "it's a waste 
of good suffering"), yet seem to 
be, judging from their costumery, 
as entranced by masochism as sadism. 
Even the perpetrators of horror, 
then, are in love with it, and Young 
perfectly balances a swooning 
romanticism with an air of chill. 
Some cuts are more purely atmospheric 
than others -- "The Cenobites", for 
instance, which introduces a chime 
motif echoing the jangling chains 
in the creatures' lair -- but the 
feel of beckoning is always there, 
particularly in: the ironically titled 
"Reunion", wherein Frank, only partly 
flesh, persuades his former lover 
into providing victims to restore 
his body. 


Young is shaping up as 
impressive of the 
composers, and 


Christopher 
perhaps the most 
newer generation of 


especially bears watching as someone 
who ought to reach the top in the 
next few years. Precious few 
composers of any age, whether 
symphonic or electronic specialists, 
can match Young's assured and 
intelligent command of his means 
and material. Guy M. Tucker 


Rating: 4,5 


Intrada RVF 6004D (USA) 


After releasing 3 of Jerry Goldsmith's 
most impressive scores of the past 
10 years, Intrada has put out two 
of his dullest, NIGHT CROSSING and 
RENT-A-COP; if they go after RAGGEDY 
MAN next, they'll be three for three. 


Title" is a 
mechanistic piece of music, 
introducing for the first time an 
off-rhythm for heavy drums and brass 
that Goldsmith has been fond of in 
varying forms up to LIONHEART; "All 
in Vain" restates this bold horn- 
triplet motif after some atmospheric 
clarinet growling. This good start 
is scotched by "The Picnic", which 
is kind of repulsive until the 
simpering accordion gives way to 
less oppressive Germanic suspense- 
dance music. "Plans" is the best 
cue, soft, pensive BOYS FROM BRAZIL 
tonalities building up to a lovely, 
all too brief statement of the melodic 
theme. Except for that manifestation, 
I think I like the melodic theme 
less than the villainous triplet 
that dominated earlier; the former 
theme sounds a little awkward at 
times, particularly in its 'soaring' 
form; ‘sprawling’ is more like it, 
particularly in "First Flight", a 
ten-minute piece that feels simply 
overdone (though at the beginning, 
Goldsmith makes much quieter, better 
use of that accordion). How much 
more economical and persuasive the 
wicked triplet is, especially in 
"No Time to Wait". 


The "Main stirring, 


Jerry Goldsmith is more than entitled 
to the occasional misstep; letdowns 
from him are always comparative 
anyway, and all his works are 
instructive — I can't fault Intrada 
for releasing it. But I will fault 
them for the  unspeakable vinyl 
pressing. What use is digital sound 
if the record sounds like some 
jokester in the percussion section 
was endlessly shaking maracas? 


Rating: 2,5 eA Guy M. Tucker 


SOUNDTRACK! 


Stewart Copeland) 
ges Delerue) 


SALVADOR 


Varése VCD 70440 (USA) 


| Is there any more quantum a leap 


in styles than from Stewart Copeland 
to Georges Delerue? At least this 
compact disc has something for 
everyone. 


Jerry Goldsmith bowed out of WALL 
STREET when it became apparent he 
and Oliver Stone weren't seeing eye- 
to-eye; the music Stewatr Copeland 
provides is a good indication of 
what Goldsmith didn't want to do, 
namely emphasize the backbiting aura 
of Wall Street rather than the human 
qualities of its protagonists. 
Copeland's music is highly percussive 
pop, which Goldsmith happens to do 
quite well (and increasingly), but 
it lacks the introspection typical 
of the master, not that Copeland 
doesn't try; "The Tall Weeds" and 
"End Title Theme" are a little 
embarrassing in their bids for 
resonance, while "Break-up" and "Are 
You With Me" are interesting for 
their use of sampled dog barks. He's 
best off with "Bud's Scam", which 
works quite nicely on film -- fierce 
drums and icy, swirling fake strings. 


What Copeland strains for, George 
Delerue earns. SALVADOR's main title 
is a punchy composition,its somewhat 
generic action-music tone made 
emphatic by the use of machine-gun- 
like drum rolls; "Siege at Santa 
Ana" is a fairly impressive 
elaboration on this idea, Most 
appealing, though, is the Latin theme, 


peacefully strummed in "At the 
Border", but hopelessly lamenting 
in the "Finale". 

There's not much music in either 
score (or any film Oliver Stone 
directs; the idea of a soundtrack 


centering on his movies is sort of 
a joke), and so not much opportunity 
to get very involved. Guy M. Tucker 


Rating: 3 


PEE WEE'S BIG ADVENTURE/ ` 
BACK TO SCHOOL (Danny Elfman) 


Varése STV 81327 (USA) 


What a happy enigma Danny Elfman 
is: a rock musician who prefers 
to write orchestral music for films 
-- and what music! I expected nothing 
from PEE WEE'S BIG ADVENTURE, but 
was treated to a uniquely strange 
'children's' comedy graced with one 
of the most funkily offbeat scores 
I've heard in a long time. 


The "Overture" gets the music off 
to a fine start; Elfman's clever 
use of the orchestra makes what 


electronically would be funny music, 
impressive as well. And if there's 
one cue I bought the album for, it's 
"Breakfast Machine", the wonderful, 
bold version of Pee Wee's theme (I 
remember he knocks on doors in that 
same complicated rhythm). 


SOUNDTRACK! 


MUSIC COMPOSED BY 
STEWART COPELAND 


VALLSIREET SALVADOR 


MUSIC COMPOSED AND CONDUCTED BY 
GEORGES DELERUE 


ORIGINAL MOTION PICTURE SCORES 


PE WEE 
B G ADVE“ URr 


SOUNDTRACK! 


Elfmař proves to be reasonably 
versatile with the satirically sappy 
"Simone's Theme" and the comically 
menacing "Dinosaur Dream" before 
winding up with an earnest end-title 
recap of all the motifs, punctuated 
by police whistle. For the most 
part, this is pretty lightweight 
stuff and doesn't bear too many 
repeated listenings, but while the 
effect lasts, Elfman's music for 
PEE WEE (BACK TO SCHOOL is pleasant 
but less way-out) is irresistible, 
and one of the more singular and 
remarkable film scores of the past 
few years. Guy M. Tucker 


Rating: 3 


CINEMAGIC (Dave Grusin) 


GRP GRD-9547 (USA) 


This sampler of Dave Grusin's work 
points up more clearly than any of 
his individual albums just how limited 
a composer he is; many of his themes 
(particularly THE CHAMP ) lean 
dangerously into the world of easy 
listening. As a tunesmith he's most 
able at upbeat numbers like "An 
Actor's Life" (TOOTSIE), for there 
just isn't much conviction to most 
of his attempts at something deeper; 
only "On Golden Pond" is really as 
moving as Grusin seems to think it 
S. 


= 


His liner notes indirectly save him 
from the blame of the FALLING IN 
LOVE debacle; I could hardly - have 
thought of a more inappropriate theme 
than "Mountain Dance", However, 
it wasn't Grusin but director Ulu 
Grosbard who chose the theme from 
one of Grusin's solo records, and 
with that in mind, one can enjoy 
the music -- one of his bouncier 
piano tunes -- guiltlessly. Piano 
is actually the dominant instrument; 
the presence of the London Symphony 
is hardly felt for all the tinkling 
and electronic warbling. 


Best cue besides the two from ON 
GOLDEN POND is "PLO Camp Entrance" 
from THE LITTLE DRUMMER GIRL, a 
pseudo-Middle Eastern dance, it's 
the only time Grusin tries to do 
something outside his normal sphere 
and succeeds; "Fratelli Chase" from 
THE GOONIES doesn't amount to much. 
Taken as easy listening, Grusin's 
music is pleasant; taken as film 
music it doesn't really wash. 


Rating: Z Guy M. Tucker 


HOLLYWOOD'S GREATEST HITS 


Telarc 80...? (USA) 


STAR TRACKS II 


Telarc 80....? (USA) 


It's been gratifying to see somene 
of Erich Kunzel's energies and 
talents doing so much to popularize 


SOUNDTRACK! 

the film score. With his various 
collections (Time Warp, Star Tracks 
and Round-up -- the best of the lot, 
including these under discussion), 
all featuring excellent packaging 


and complete digital recording (DDD), 
Kunzel has brought the film score 
to the attention of all those CD 
audiophiles out there who might not 
otherwise have bothered. 


Now we have Hollywoods' Greatest 
Hits and Star Tracks II. The former 
justifies itself as a collection 


of famous film themes: "Each strikes 


that responsive chord in the 
imagination of film lovers 
everywhere," the booklet proclaims 


"ensuring their timeless appreciation 


and their justification in being 
designated 'Hollywood's Greatest 
Hits. Fine for the unitiated, but 
for those more familiar with the 
film score this sort of approach 
is a decidedly mixed bag. Most 
of the material on this disc can 


be found elsewhere, and often done 
better (though not necessarily in 
digital sound). And as far as 
selections go, one must be suspicious 
of a collection where the names of 
Korngold, Newman, Rozsa and other 
master composers are found alongside 
those of Gore, Vangelis and Conti 
— 'hits' or no 'hits'. 


With a few exceptions the disc moves 


along in chronological order, from 
Hollywood's golden years to the 
present. It will surprise no one, 
then, that the quality of the music 
declines apace. After impressive 
renditions of CAPTAIN BLOOD, GONE 
WITH THE WIND, and the "Parade of 


the Charioteers' from BEN-HUR, all 
quite faithful to the original scores, 
we enter the dreaded worlds of the 
"arrangement", This commences with 
Gold's EXODUS theme, and continues 
through Jarre's LAWRENCE OF ARABIA 
and DR. ZHIVAGO. These treatments 
are often far too reverent to be 
truly enjoyable. DR ZHIVAGO receives 
a ` leisurely, tender approach, but 
Kunzel milks it too much and the 
thing rambles over and over the theme 
for nearly 6 minutes. Such a lengthy 
amount of time might be justified 
if the piece treated Jarre's secondary 
themes as well in the form of a suite 
(as in Round-Up's HOW THE WEST WAS 
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WON), but Lara's Theme, famous though 
it may be, simply isn't worth 6 
minutes. Under such over-respectful 
treatment some of the spirit of 
Jarre's score has been jettisoned. 
Similarly, Richard Hayman's 
arrangement of GOLDFINGER impresses 
the listener as spacious and jazzy, 
but lost is the sense of danger and 
drama. 


Treatments of Lai's LOVE STORY, 
Steiner's A SUMMER PLACE and Legrand's 
SUMMER OF '42 give the CD the feel 
of easy listening records done by 
Ferrante and Teicher, and why go 
back to those? A raucous treatment 
of Williams's corny JAWS theme only 
does a little to help alleviate this 
feeling. And then it's on to the 
detritus of ROCKY, TERMS OF ENDEARMENT 
and an orchestral suite from CHARIOTS 


OF FIRE. Seven years later, the 
latter score sounds just as 
pretentious and bland as when it 


Kunzel gives this ill- 


premiered. 
I would've 


chosen music 7 minutes. 
preferred a longer suite from one 
of the earlier selections, like BEN- 
HUR, to fill out the disc's hour. 


But Kunzel wanted to showcase the 
whole gamut of popular film themes. 
"Popular" remains the key word here, 
and herein the disc reminds us of 
the maxim that popularity has very 


little to do with quality. But if 
you program out the dross, you'll 
be left with a decent, but super- 


sounding CD. 


Kunzel does much better by Star Tracks 
II. Here the selection process has 


no strait-jacket of popularity. 
Rather, the criteria is good music 
from science-fiction films. This 


CD gains in appeal because, unlike 
the original Star Tracks, it has 
considerably less of John Williams" 
over-recorded music, and eschews 
including more classical music from 
2001, which can be found anywhere. 


It's John Williams, however, who 
provides an excellent opening for 
the disc in his "The Planet Krypton" 
from SUPERMAN. This impressive 
trumpet fanfare provided a memorable 
prelude for the film, and is 


thrillingly recorded here. After 
Silvestri's rousing BACK TO THE 
FUTURE,we're treated to a very 
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interesting interpretation of the 
memorable "Klingon Battle" from 
Goldsmith's STAR TREK. Kunzel and 
company evidently didn't have access 
to the electronic effects (for the 
film's mysterious space cloud) that 


Goldsmith employed to make his score 


so distinctive and memorable. No 
matter. They used their own. These 
digital effects are dynamic ( watch 
out for your speakers), though the 
opening effect sounds like a wobbling 
piece of sheet metal. Unfortunately, 


they naturally aren't as 
well-integrated into the fabric of 
the music as Goldsmith's are, so 
the continuity is a trifle choppy 
at times. 


James Horner's STAR TREK music still 
pales next to Goldsmith's, but his 
heroic theme for STAR TREK II has 
grown more likeable over the years. 
Included with the main theme is the 
touching, autumnal "Epilogue", which 
follows Spock's death. 


The STAR TREK section concludes with | 
a fine and faithful rendition of 
the main theme to Rosenman's STAR 
TREK IV, one of the stronger elements 
of that decidedly uneven score. 
Equally faithful are the selections 
from SPACE CAMP, THE RIGHT STUFF 
and the lengthier suite from Horner's 
touching COCOON. I only wish Kunzel 
had given us a suite of LIFEFORCE 
as the overture recorded here, while 
inarguably superior, remains the 
least interesting and original segment 
of Mancini's towering score. Surely 
Don Dorsey's vapid DIMENSIONS could 
have been dumped to accomodate 
Mancini, or perhaps another score 
like Safan's THE LAST STARFIGHTER, 
Barry's THE BLACK HOLE, or Goldsmith's 
SUPERGIRL (particularly the wondrous 
"First Flight")? 


Overall, though, the selections are 
well-chosen. The Warp Drive sound 
effects from STAR TREK IV and the 
whale song are nice additions, too. 
Most importantly, STAR TRACKS II 
avoids the uneasy mix of selections 
that plagues Hollywood's Greatest 
Hits, and its easy listening touches. 
The re-interpretation of the Goldsmith 
piece is worth the purchase price 
alone. Steven J. Lehti 
ating: 


Rating: STAR TRECKS II 3,5 


André Bothma, Cape Town, South Africa: 


While agreeing with Guy Tucker's comments about 
the technical and melodic expertise of LIONHEART 
(in'SCQ/25), I'm surprised he didn't take the 
director Shaffner to task for his liner note 
comment, "Goldsmith's music here inventively 
depicts the 12th Century". Not having viewed 
the film, and having to rely totally on my 
imagining faculties, I'm unable to visualize 
a medieval setting or atmosphere. The marches 
have an indulgent American flavor, while the 
love themes could certainly underscore a 
science-fiction fantasy. Imagine if Goldsmith 
had heard Delerue's A WALK WITH LOVE AND DEATH 
with those authentic period instruments or 
Jerome Moross's THE WARLORD, scored for 
symphonic orchestra but structured with medieval 
harmonies. There's also Horner's THE NAME 
OF THE ROSE, a synthesizer score that 
nevertheless conjures up a world of the Middle 
Ages. The list that would include Alfred Newman 
and Miklos Rozsa is endless... All of them 


masters at emotionally recreating ancient time 
periods. 


Rene van Os, Beek en Donk, Holland: 

Record revies sometimes create an erroneous 
impression about a particular score. Recent 
examples can be found in earlier reviews of 
SUSPECT, WHERE THE RIVER RUNS BLACK, THE NAME 
OF THE ROSE, THE LIVING DAYLIGHTS, and others. 
Each and every one of these has been labelled 
from fair to worthless, but to me they all 
possessed qualities that meant exactly the 
opposite. 

For every negative review of a score, there 
may be someone else who disagrees with the 
reviewer's opinion. Yet a soundtrack LP is 
reviewed only once (with few exceptions). 
Imagine how a score can be condemned in this 
way by only one critic's opinion. I therefore 
ask for more leniency on the part of the 
reviewer. 
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PHOTOS: DAVID KRAFT 
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must engage his heart 


Michael Kamen can best be described as a musical 
chameleon. The rock music world knows Kamen as 
a composer, lyricist, vocalist and a producer for 
such artists as David Bowie, Pink Floyd and Kate 
Bush. Filmmakers recognize Kamen for his intense, 
powerful orchestral scores (THE DEAD ZONE, BRAZIL), 
and for his ability to combine contemporary rock 
elements with orchestral music (LETHAL WEAPON, 
BETWEEN THE LINES). In addition, Kamen has written 
ballet scores and is working on a saxophone concerto 
for David Sanborn. 


Kamen, 40, was born in New York City, the 
son of a dentist. He studied at the Music and 
AA High School as an oboist and later attended 
Juilliard. He made his first dent in the 
music world when he formed the New York Rock 
ensemble, a rock band comprised of talented, trained 
musicians (as opposed to the garden-variety "garage 
band"). Mark Snow (then known by his real name, 
Martin Fulterman) was another member of the group 
and, like Kamen, has moved on to film and TV 
composing. à 


Kamen lives in England with his wife of 18 years, 
Sandra, and their two young daughters. 


Interviewing Kamen is a real treat. His charismatic 
personality is a joy to experience -- in fact the 
normally hardened Los Angeles studio musicians 
openly showed how much they loved working with 
him. 


Kamen's engaging manner includes a colorful 
vocabulary that had to be toned down for this 
interview. (What is acceptable in conversation 
proves to be quite harsh in print). 


The interview took place in Los Angeles between 
breaks during recording and mixing sessions for 
LETHAL WEAPON in February, 1987. Minor revisions 
were made several months later when Kamen returned 
to Los Angeles to record his score for ADVENTURES 
IN BABYSITTING. 


David Kraft: You are talented in so many 
varied areas of music (everything from producing 
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rock artists to writing film scores). What do 


you like doing best? 


MICHAEL KAMEN: I'm a musician. I always 
wanted to be a composer. At the age of 7 or 8 
I would listen to Stravinsky and think how I'd 
like to compose music, but I couldn't figure out 
how I could make a living at it. I thought 
composing wasn't a job. After all, I could play 
Stravinsky on the piano and I didn't have to pay 
him. When I got older I started composing my own 
music .but not doing it for money. Later I found 
a way to make a living at it. 


All the varied aspects of music I'm involved 
with fall into place now very neatly. I realized 
a few years ago that I have to keep a strong beat 
on writing my own music, making sure I retain my 
own identity. I have my own voice, my own way 
of looking at a film. But I realize music for films 
is music for a function. For me music is an 
emotional language and I have to keep finding things 
to say. Composing for film becomes an offshoot 
of that rather than being my own personal music. 
I have to keep writing and saying what I have to 
say even if nobody hears it. 

DK: How did you get started writing for film? 

MK: The New York Rock Ensemble was called 
on to do some films. A lady named Nell Cox, a 
New York director, hired us to do some short films. 
Film music seemed like a nice challenge; to enhance 
an image with a piece of music. I hated mathematics 
in school but I liked the idea of working out 
timings as a solution. I also liked writing for 
an orchestra. The group was asked many times to 
play with orchestras and we needed something to 
play, so I wrote things even though I'd never 
written for orchestra before. The players enjoyed 
performing my music, a key element for me. I write 
from the perspective of being inside the orchestra, 
remembering what a drag it was as a player to sit 
there counting rests when you knew you could add 
something to the noise. 


When the group broke up I wrote some ballet 
scores. I visited Hershey Kay and he showed me 
a few 'tricks' of writing for orchestra. At this 
time I continued to do rock and roll — I was David 
Bowie's music director and producing people like 
Tim Curry. 

Anyhow, when the rock group was doing those 
short films, our management company's office was 
adjacent to a company that made films. Martin 
Bregman was the producer. I got to know Marty 
and when he did a film called THE NEXT MAN with 
Sean Connery, he graciously offered me the score. 
I was thrilled, of course. The cut they first showed 
me had the score to BLACK ORPHEUS laid into it 
(in fact they originally wanted to buy and use 
that score for NEXT MAN). Well, BLACK ORPHEUS 
is one of my favorite pieces of music so I was 
faced with having to replace it with my first 
film score! If you listen you can tell I tried 
to retain that feeling. THE NEXT MAN didn't do 
very well at the box office but I did a few more 
films for Bergman. Not his big films like SERPICO 
and DOG DAY AFTERNOON — I did things like S.H.E., 
but it was film composing. 


DK: How did you learn the technical aspects 
of film composing and conducting? 


25 SOUNDTRACK! 
MK: (Laughs a contagious laugh). You're 
assuming I learned them. Seriously, I picked them 


up as I went along. I bought the Earle Hagen book 
on film scoring and the click track book. I knew 
there were systems organized before my birth, and 
I found them. I didn't have to invent them. 


As for conducting, I had the good fortune 
to learn from Jean Morel, the conductor of 
Juilliard. He had great technique, a genius. 


I watched all his moves. 


DK: After THE NEXT MAN came STUNTS... 
MK: Yes, produced by two friends. I wrote 
a good score for STUNTS but discovered, much to 


my horror, that helicopter noises drown out music. 
I'd written my most extensive cues for helicopter 
scenes and they got lost. 


I worked then for Joan Micklin Silver on 
BETWEEN THE LINES, my first attempt at adding a 


Michael Kamen 
and director 
Richard Donner 
at the recording 
sessions for 
LETHAL WEAPON 


I did the score with Dave 
I use him on everything 


rock band to a score. 
Sanborn on saxophone 


I can. 

DK: You've worked with some very interesting 
filmmakers... 

Yes, an amazing array of people. Robert 
Duvall, for example, who directed ANGELO MY LOVE, 
He's a trip to work with, an amazing man. He was 


totally committed to that film. I suggested we 
use ancient gypsy music even though the film is 
contemporary. I've always loved ancient music. 


DK: 
interesting people you've worked with. 
you get involved with BRAZIL? 


Terry Gilliam must rank highly with the 
How did 


MK: BRAZIL — my favorite movie. Ray Cooper, 
percussionist extraordinaire, is a managing director 
for Handmade Films. I met Ray at a Pink Floyd 
session where he was brought in to play. He admired 
the orchestral stuff I'd done for some of the songs 
and asked if I'd like to compose for films. I told 
him I'd already done some and mentioned VENOM whic 
had just opened in London. He said, "You're 
kidding. VENOM has a great score!" He even started 
humming it. Ray eventually got me together with 
Terry Gilliam and we got on very well. Terry told 
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me about this film he was working on, BRAZIL, and 
how he wanted to use this song "Brazil" in the 
score. I thought it was one of the cheesiest 
songs ever written, but that's the sensibility 
of the film -- in the future this song will be 
the only beautiful music left in the world. 


I gradually became absorbed in the film. 
I'd never before had the luxury of having plenty 
of time. On BRAZIL there was never any pressure. 
Things took as long as they needed to take. We 
worked for months and months and months. 


' The music was very important in that movie. 
The images alone could be interpreted as either 
funny or deeply tragic and the music gave the film 
a focus. To me BRAZIL is a life statement, it 
touches some profound questions. It's what you 
make movies or. 

DK: There was a period of time when Universal 
Studios, the company that released BRAZIL in the 
U.S., was considering having the film re-scored 
(as they did with LEGEND). How did you react when 
you were told about this? 


MK: I felt like someone had taken my head 
off! I couldn't believe it! When we were making 
the film we felt independent of the studio system, 
we made a picture about bureaucratic minds and, 
instinctively, the bureaucrats at the studio didn't 
like it. We felt omnipotent -- we were the creative 
ones -- but the fact remains that they can change 
anything they damn well please. 


DK: “Thank goodness they didn't replace your 
score... 
MK: Luckily the Los Angeles film critics 


gave the film the 'Best Picture' award of the year 
(based on seeing the original version) even though 
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Michael Kamen (right) 
and Burbank Studios' 
scoring mixer 

Bobby Fernandez 


the film had not been released in the U.S. yet. 
That award put an end to the changes Universal 
was planning. 


DK: I assume all the problems Gilliam had 
with Universal explains why no soundtrack album 
was released. 


MK: It seems me and soundtrack albums of 
my music don't seem to happen much. I've grown 
cynical about the album to BRAZIL. At one point 
I'd put together a tape for an album and even got 
Kate Bush to sing 'Brazil'. MCA records wasn't 
really excited about it. A label called Private 
Music was then going to put it out. However, Irving 
Azoff, head of MCA records, wouldn't let them. 
I'm still stung by it all. Maybe someday we'll 
have that record out. If I go on talking about 
it I'm bound to get angry... 


DK: Okay, let's move on to another film, 
THE DEAD ZONE. I understand you were brought in 
to score it at the last minute. 


MK: Yes. Howard Shore, a good friend of 
DEAD ZONE's director David Cronenberg, was going 
to score it but there was some problem with his 
fee or some political thing with Dino DeLaurentiis, 
the producer. Anyhow, Howard Shore was out and 
they got me. I had been in touch with DeLaurentiis 
ever since I found out they owned the rights to 
film DUNE, I really wanted to score that picture. 
They hired me for DEAD ZONE instead. 


I had 3 weeks to score it. I met with 
Cronenberg who made it clear he had wanted Howard 
Shore and was pissed off he wasn't doing it, but 
did say he liked my music anyway. David told 
me he wanted the score to be dignified. He wasn't 
concerned with it being scary -- he was telling 
the love story. It's a sad, sweet film. Debra 
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Hill, the producer, came to the recording sessions 
at Abbey Road Studios and loved the score. 1 worked 
very closely with her. (Kamen recently collaborated 
with Hill again on ADVENTURES IN BABYSITTING). 

DK: Until your score for LETHAL WEAPON you 
always orchestrated your own scores. Now you are 
using an orchestrator (usually Bob Babcock). 
How do you like using an orchestrator? 


MK: For years I'd heard about the “Hummers 
of Hollywood" -- the guys who can't write music 
and get great orchestrators to help them out. 
I never knew how to use an orchestrator — I just 
felt it was easier to do it all myself. Hiring 
an orchestrator seemed like a cop-out. Then I 
got to Hollywood for LETHAL WEAPON and was told 
how normal it is for a composer to use one. I 
discovered it was possible to sit down with somebody 
and explain what I want. These guys color a score, 
like pros. They make really fine touches that 
I wouldn't even think of. 


DK: So now you realize there's no shame in 
using an orchestrator. 


Right. After all, does it matter if 
Michaelangelo was the guy who actually chipped 
off the last flake of marble on David's ass? 


DK: I love that analogy! Now what about 
your involvement with LIFEFORCE. Henry Mancini 
did an orchestral score but you were brought in 
at the last minute to add some synthesizer cues. 


MK: The producers felt Mancini's score wasn't 
'scary' enough. So they got me to write some scary 
music. The irony is that I was asked before Mancini 
to score the film but was doing BRAZIL, so I turned 
it down. 1 loved POLTERGEIST and admired director 
Tobe Hooper who directed it so. I was flattered 
to be asked to work with him on LIFEFORCE, but 
I was too busy at the time. They had originally 
hired James Horner, but there were problems and 
he left. When they called me I was not only busy 
but I felt uncomfortable about stepping into 
someone else's shoes. They then hired Mancini. 
Well, they came back to me later after it was felt 
his score lacked etrror. I was then busy with 
an episode of AMAZING STORIES for Martin Scorcese; 
so I recommended they hire James Guthrie, who is 


a great mixer, and have him take some of the tapes 
I have of various techniques and orchestral things 
and have him mix them into the soundtrack with 
They agreed. 


his weird machines and black boxes. 
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Scorcese called me and ‚said he needed to push our 
recording dates back, so I told Cannon films I 
now could do LIFEFORCE. James Guthrie and I played 
around in the studio and I wrote a little bit of 
orchestral music for the beginning of the film 
to set things up. The film's credits read "Music 
by Henry Mancini. Additional music by Michael 
Kamen with James Guthrie". I feel my contribution 
made the opening scarier and the sounds we created 


were confusing enough to the audience to be 
worrying. 

DK: Who are your favorite composers? 

MK: I have an obsession for Bach. That's 
the brain I admire; I'm not sure he was human. 
I love Stravinsky, Prokofiev, Brahms, Mahler. 


As an oboist I loved things I don't like now as 
a listener. I loved playing Hindemith's oboe 
sonata, I hate listening to it. 


Film composers I admire include John Williams, 
but I don't write like him. I remember so vividly 
as a child being influenced by the score to Mario 
Nascimbene's THE VIKINGS. As the age of 9 I thought 
it was the moststirring, soulful piece of music 
I'd ever heard. I spent years humming the theme 
(Kamen then proceeds to hum it, and then play it 
on a nearby piano). Late one night, when I was 
writing MONA LISA, the TV was on and there it was 


— THE VIKINGS. I put aside my writing and watched 
it. It sounded awful but it remains an early 
influence. 

DK: Five years ago you moved from New York 
to England. Why? 


MK: I went to England originally to work 
with Pink Floyd on THE WALL. Then we did an album 
and I stayed on to produce it. I did THE DEAD 
ZONE there. Once I get to a place I like to stay, 
I don't like to move. 


DK: 
approach 


Do you have a general philosophy in your 
to scoring film? 


MK: I generally see music in film as a 
solution to a problem. I tend to walk on a film 
with big toes. I have a difficult time tucking 
my music back. My inclination is to say, "Hey! 
Look what I can do!" I'm not Mr. Subtle. Why 
would I be asked to make music and not want it 
heard? And you beter try to make it great. Film 
music, even more than other music, must engage 
your heart. It's unabashedly, shamelessly gushy 
and that suits me fine. ° 
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Many of the established film music labels 
concentrate on reissuing older scores (like Vinilo 
in Spain), while others tend to favor releases 
produced under license (That's Entertainment and 
Da Silva in England, Colosseum in West-Germany). 
Milan Records, based in Paris, have probably 
produced more original soundtrack albums than any 
other film music label, with the exception of Varése 
Sarabande in the United states, and Cinevox, General 
Music and CAM in Italy. At present Milan have 
released approximately 150 albums and close to 
50 CDs, nearly all of them originating on their 
own label. The name "Milan" does not hide a big 
staff, it is the brainchild of one single man 
who has turned his company into a successful 
business with a worldwide distribution: Emmanuel 
Chamboredon. Like most labels run by film music 
collectors, it is eminently dynamic and about to 


expand in order to challenge a few of the staid 


Dynamic film m 


28 


SOUNDTRACK! 


American major their home 


ground. 


record companies on 


Luc Van de Ven: You told me one day that 
you used to be a journalist. What decided you 
to turn to film music for a living? 

Emmanuel Chamboredon: Film director 
Fassbinder, whom I admired very much. He did a 
movie called LILI MARLEEN. I liked it so much 
I decided to release the soundtrack album. We 
produced the record in just two days, including 
an Easter Monday! That's how it began, due to 
Werner Fassbinder's "bad" influence. 


do all the work yourself, including 
the record covers and . marketing the 
What is the work involved, from the 


You 
designing 
albums. 


From left to right: a studio 
technician, Henri Colpi, 
director Marion Hánsel, 
composer Freddy Devreese, 
Toots Thlelemans, 

Emmanuel Chamboredon 
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conception of a disc to selling the album to 
wholesalers? 


EC: Yes, I do most of it 
are a number of steps: first you 
which score you want to release; then you have 
to negotiate for the music rights; once you have 
acquired the rights you have to have the record 
pressed, design the record jacket, promote the 
album...; then the wholesaler takes over, for in 
some countries we have distributors, such as BMG 
Ariola in France and in West-Germany, Polygram 
in England, Archambault in Canada... 


myself. There 
have to decide 


LVDV: "Archambault”...hmmm... 
it is one of your companies? 


sounds like 


EC: No, it's not, it a well-known independent 
Canadian company. But to get back to your question, 


by Luc Van de Ven 
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it's a lot of work, but the work is very varied. 


The end product is sold by a distributor. I myself 
pass on orders and supervise the manufacturing 
process. 


LVDV: I get the impression that Milan is more 
like a multinational: your records are distributed 
in Switzerland by Phonag, isn't that one of your 


companies? 


EC: Yes, it's a multinational because we 
have at present 2 businesses, one in France and 
one in, Switzerland. The Swiss company, not far 
from Zurich, concentrates on what's happening in 
West-Germany, in Austria,in Switzerland, in Eastern 
Europe, because that part of the world will become 
an important market for us. I take care of the 
rest of the world. They have their own releases, 
we have ours. They've issued Pino Donaggio's music 


for  JENATSCH from Daniel Schmidt's film, a 
marvellous score. 

In fact they are the ones that began 
manufacturing CDs, because I didn't believe in 
them all that much. We have a good working 
relationship and we intend to set up a company 
in the United States, in association with a 


multinational record company there; we have tried 
to work on a project with our American colleagues 
there, but it didn't work out. They are rather 
imperialistic, they don't want to admit nor do 
they seem to expect us to do more than just 
distribute their records. At one time I suggested 
to a company like ours that we join forces, in 
order to face competition from a major company 
like Warner. They could have taken care of making 
deals regarding American pictures, we could have 
brought in our deals for the European market, .but 
this idea proved impossible. It seems they need 
to have a dominating position. They may have 
changed their minds meanwhile, but if they haven't, 
we will go and establish a base in the States. 


That's our project for this year. The records 
from American films will be pressed there. We 
will represent European composers in the United 


States and we will release their soundtrack albums 
but we will also release American scores, we'll 
encroach on our colleagues' market since it seems 
they prefer to go it alone. 


LVDV: You could have issued the rejected 
score to Georges Delerue's PLATOON. 

EC: Georges Delerue is one of my best 
friends, we have several projects together. But 
in order to release an American score, you have 
to be based in the USA. There is also an active 
partner in West-Germany who prepares releases of 
his own, and we need similar partners in the Far 
East and in South America. 


LVDV: Do you really feel there is a market 
for film music in those parts of the world? 


EC: The Japanese and the Chinese release 
a lot of films in their respective countries, we 
just don't know them because they are not released 
locally. Takemitsu is a very important film 
composer, we know him now because he scored RAN, 
which was produced by a Frenchman. The success 
of THE LAST EMPEROR proves my point. But we are 
falling into the same trap as our American friends, 
who just seem to contemplate their navel. That's 
a bit suicidal. Apart from their own market they 
seem to think there is nothing, and I think they 
are wrong. 
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LVDV: You also own a book publishing company, 
Editions JADE. Do you plan to publish books about 
film music? 


EC: My book publishing house does books about 
the cinema. I'd love to publish a book about film 
music, but I'm still looking for a possible author. 
Henri Colpi did a marvellous book several years 
ago, it's about to be reissued in paperback here. 
If someone wants to write a book on film music 
that is part catalogue and part analysis, we'll 
publish it forthwith. Last year we did two art 
books, one of them concerning Alexandre Trauner, 
one of the most important art directors, and also 
the book Wim Wenders wrote about his own movie, 
LES AILES DU DESIR. 


LVDV: 
film msic... 


Alain Lacombe did a few books about 


EC: He is only interested in publishing a 
kind of catalogue, he has merely reproduced the 
filmographies compiled by the SACEM (the French 
equivalent of the American ASCAP. LVDV). That 
is not what I have in mind. 


LVDV: Have you considered becoming a film 
music agent, the way they have them in the States? 


EC: Being a film music agent is a very 
delicate matter. In France we have an organization 
which is called ARTMEDIA, whom I work with a lot. 
I don't want to be a kind of competitor to ARTMEDIA. 
It so happens that ARTMEDIA cannot represent all 
film composers. There are certain musicians I 
like very much, so either I get them in touch with 
ARTMEDIA or else I negotiate on their behalf. 
Nicola Piovani is represented in France by ARTMEDIA, 
especially due to his talent, but I was sort of 
a friendly intermediary. I suggested Frederic 
Devreese to Marion Hansel for the score to LES 
NOCES BARBARES. He is now scoring L'OEUVRE OU 
NON for André Delvaux. 


LVDV: Generally speaking, what makes you decide 
to release a soundtrack album? The movie, the 
composer, the music, the subject matter of the 
film? 

EC: A mixture of these things. That is to 
say, the music has to be interesting, the composer 
has to be someone I get along with, the film has 
to have a certain potential for commercial success. 
And there are some composers whose career I follow 
with interest, from film to film. 


LVDV: Let's be indiscreet for a moment and 
talk money. What is the normal quantity made of 
a soundtrack LP and a CD in France? 


EC: The normal quantity made of a soundtrack 
album in France is 3,000 albums, 300 cassettes 
and 1,500 compact discs. But don't forget we export 
all over the world, we do about 8,000 units in 
all. And for an important movie like GOOD MORNING 
BABYLONIA, a minimum of 15,000 units, because the 
French market will bear several thousands of records 
sold, the German and English market will take 
several thousands of copies too. We have a network 
of large international distributors. That's how 
we manage to get our money back on expensive 
‚projects. Initially we did 20,000 units of Jurgen 
Knieper's LES AILES DU DESIR, Wim Wenders' movie. 
It could rack up many more sales, depending upon 
the success of the film. 
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LVDV: I believe that in France they don't 
usually pay an advance for the music rights, unlike 
the way it is done in other countries? 


EC: Everything depends upon the film, the 
composer, the general expenses. I try more and 
more to take part in the general production of 
the movie, more or less like Filmtrax in England, 
which is at the same time a music publisher. I 
think that's what the future holds for us, with 
an international network of distributors for sales. 
We take care of radio promotion. We are at the 
same time manufacturer and record producer, but. 
more and more music publisher. 


LVDV: I imagine that must cost a lot of money? 
EC: If you have a co-publishing deal, it 
could run up to $33,000 or $50,000. 


LVDV: Can you still make a profit when you 
release the soundtrack album? 


EC: In France you have the royalties on the 
number of tickets sold. Anyway, that's the danger 
in becoming a music publisher. There are some 
titles we do not pay an advance for, others where 
we do. So it can go from zero francs to $33,000, 
for a deal that does not include a record album. 
I paid an advance of FF 15,000 ($2,500) for CENT 
FRANCS L'AMOUR, and I lost money on the deal. 
But here again it was largely a question of 
friendship, it was for the same producer who did 
DIVA. The DIVA album was a tremendous bestseller. 
If you combine the various pressings done all over 
the world, records, cassettes and compact discs, 
total sales approach almost 1,000,000 units. DIVA 
was our first bestseller, we did very well with 
FORT SAGANNE but sales in no way approach that 
figure, and last year we had JEAN DE FLORETTE. 
Jean-Claude Petit is a composer who will go places. 
This year LES AILES DU DESIR is doing very well. 


LVDV: What is the normal cost for releasing 
a soundtrack album, including all expenses, printing 
the cover, and so on? 

EC: Excluding the advance,FF 60,000 ($11,000). 

LVDV: Which records disappointed you as far 
as sales are concerned? Is there really a market 


for LPs like CENT FRANCS L'AMOUR and THE QUIET 
EARTH? 


EC: I was not disappointed by the 
figures for THE QUIET EARTH. A science fiction 
score always interests people. Things like L'INDIC 
or CENT FRANCS L'AMOUR are marketing errors, or 
else the record is released for other reasons. 
Almost two million people have seen LE DECLIN DE 
L'EMPIRE AMERICAIN in France, so we have done well 
with Dompierre's record album. 


sales 


LVDV: Have you ever planned a record which 
was not subsequently released? 


EC: Of course. The soundtrack album from 
PARIS TEXAS came out 6 months after the release 
of the movie, because the French producer Anatole 
Dauman and I wanted to make the album together. 
There were some factors which we did not have 
control of in the United States, and in the end 
we gave up. That's why the record was released 
6 months later, outside the USA. 
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LVDV: What do you think about the evolution 
record album cassette digital cassette? 
Don't you think that things are going too fast, 
that the collector is footing the bill? 


EC: My own feeling is that the CD is very 
well suited to film scores. The advantage of a 
compact disc is that it does not make the record 
album obsolete. The thing to do now is to make 
brochures for them which are detailed, not just 
a piece of paper which lists the track titles. 
That aspect of things should be developed. A CD 
can't be damaged, it's a nice product, it doesn't 
take up a lot of room and at the same time it's 
pleasing to the eye. The cassette is too small, 
it's not something that people collect. 


LVDV: I'm told that you want to release an 
album with the music from a ballet by Georges 
Delerue: Les Trois Mousquetaires. 


EC: We intend to release some non-film-music 
albums by movie composers. The first one will 
be Les Trois Mousquetaires by Georges Delerue, 
and also his Concerto for Violin which is really 
marvellous. 

LVDV: What will it cost you? 

EC: You have to pay for the studio, for the 
orchestra and for the album release itself, but 
the orchestra is the most expensive item by far: 


90 musicians, whose fee comes to FF 150,000 
($28,500). You see, each musician will cost us 
FF 1,500. The recording sessions will take two 
days, so each musician will:get a fee of FF 1,000 
plus another FF 500 for various expenses. And 
musicians who play solo instruments earn more, 


so it will cost FF 150,000 in all for an orchestra 
of 90 players. 

LVDV: You might consider Maurice Jarre's 
ballet Notre-Dame de Paris... 

EC: 


idea, but I don't have 


That's a good 
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the working relationship with Jarre that I enjoy 
with Georges Delerue. 


LVDV: There have been 2 recordings of 
Delerue's CONSEIL DE FAMILLE soundtrack album. 
The contents of each LP is quite different, although 
the cover is identical: how come? Who decides 
which themes will be included on the record? 


EC: When we were mixing the first CONSEIL 
DE FAMILLE album, Georges had already left for 
Los Angeles. So we had to decide for ourselves 
which themes we wanted to include. When Georges 
got the record album, he advised us that perhaps 
he could do a better soundtrack LP, so he indicated 
a different choice of melodies. It's the composer 
who decides what will be recorded. The music 
publisher supports an artistic expression, he is 
not its creator. 


LVDV: The Varése .compact disc of Philippe 
Sarde's PIRATES has about 17 minutes of music which 


were not included on the French Milan CD. How 
come? You licensed the rights to Varése, after 
all... 

EC: Simply because they had a good idea. 


You can put up to 70 minutes of music on a CD, 
so they chose additional music. 


LVDV: What about future plans? 


EC: We intend to expand our foreign markets. 


For example the Iberian peninsula, now a part of 
the Common Market. South Korea is also becoming 
an important market. We fill orders from China 


on a regular basis. We in turn will release albums 
by Spanish composers like Anton Garcia Abril. 
One shouldn't be fascinated by one's belly button, 
but respect and develop other artistic merits. 
That is my credo. That is really why I founded 
this company in Switzerland which is run by Marcel 
Zumstein; he works with composers like Peer Raben 
Jurgen Knieper, Fucke, Tamassy. It's interesting 
to do things that way. ° 
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